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PREFACE
The Untidy Story of Goldie Showers is a collaborative
paper written by David Smith and me with the approval of the
Graduate School and submitted in partial fulfillment of the
requirements of both degrees.
Chapter Four is different in each of the two papers
which we have submitted to the Graduate School. Since this
chapter contains the overall conclusion to the project we
considered it best to present our individual impressions
rather than to attempt a joint statement.
The video tape produced in connection with this project
is on file in the North Texas State Art Department slide
library.
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CHAPTER I
INTRODUCTION
Over the past three years David Smith and I have devel-
oped parallel interests in sequential images supported with a
verbal narrative line. We have found that the pairing of
verbal and pictorial metaphor produces a range of opportunity
which permits the expression of ideas which would be incom-
plete in either words or pictures alone.
The gradual expansion of the work from the use of a few
words in small series into extended narratives with charac-
ters, plots, changes of scene, etc. has created problems that
have led us to believe that still pictures and words is a
somewhat unsuitable medium for long stories.
The art gallery provides the wrong kind of situation in
which to experience literature. The verbal element of any
gallery art seems accessible only if limited to a few words
or a few lines at most. Otherwise the art viewer is asked to
stand for long periods of time reading passages attached to a
gallery wall. This can be a wearying experience and is a
classic case of the wrong medium presented in the wrong way.
Facing these problems and casting around for solutions
our attention has been drawn to video. The video image is a
two-dimensional picture. The values which inform and moti-
vate the composition of photographs and drawings are precisely
applicable to the composition of video images. In fact video
1
2is "photography" in its original meaning of writing with
light. Video is focused light recorded by electronics and
magnetism whereas photography is light and photo-sensitive
emulsion.
Video has been available as an independent artist's
medium for fifteen years. Douglas Davis reports that in 1965
Nam June Paik "acquired one of the first Sony 'home' videotape
recorders sold in New York (and) recorded perhaps the first
'personal' videotape made by an artist.... " The further
development of inexpensive videotape recorders has made
increasingly sophisticated imagery possible within the means
of individuals.
Paralleling advancements in hardware have been equally
significant developments in modern aesthetics which have freed
the artist from limitation to traditional techniques and
media. In the hands of an artist the television screen
becomes another two dimensional surface on which he works his
compositions and realizes his vision. Again Douglas Davis
says of video, "The focusing, as in painting and drawing and
sculpture, is inward, onto something." 2
Video is essentially a series of two dimensional pictures
moving by at a rate of 1,800 per minute. Those pictures can
be arranged to form the illusion of movement or they can
'Douglas Davis, Art and the Future (New York, 1975),
p. 85.
2Douglas Davis, Artculture (New York, 1977), p. 80.
3appear to be a still image. The content of these pictures is
at the discretion of the artist. Drawings or people or con-
structions can be recorded on video tape and stand along side
of each other with equal amenability to the artist's intentions.
In addition to pictures, video is also made up of sound
and time. These additional elements provide solutions to the
problems mentioned above.
A work in video can be lengthy without necessarily being
boring, and one can expect to sit down to look at it. An in-
terest in verbal and visual narrative leads naturally into the
area of theater, and the dramatic element of video theater
adds a dynamic dimension to the narrative which makes extended
viewing bearable.
Large numbers of words (even when there is an attempt to
work them into the visual design) tend in the viewer's exper-
ience to stand essentially apart from the other "purely"
visual material in the picture. The story predominates and
the pictures are ignored (or the opposite) and the overall
integration is incomplete. This is especially true, as we
said earlier, when the viewer's feet are tired and he is
anxious to get on to the other works in the gallery.
The solution to the problem is electronic. Video has in
its pairing of audio and video tape an inherent integration of
words and pictures. Sight and hearing work simultaneously in
the experience of video with the words and pictures comple-
menting and supporting rather than competing with one another.
4A work made up of images in narrative series has a unidi-
rectional time element but the actual experience of the time
is relaxed and ill-defined.
An experience of the work is expected to move in a single
direction and each segment is designed to make a specific con-
tribution to the effect of the whole. Laying out a series of
wodrs and pictures on a gallery wall has a homegenizing effect
on the temporal flow. Each image has an equal chance of being
considered at length or passed over, making the time element
choppy and unpredictable.
Video is essentially a time medium. The time of the
piece is built in and not left to the discretion of the art
viewer. The viewer must commit himself to the time of the
work and then the video images are presented one by one for a
predetermined duration. The temporal element of serial
imagery is brought under control and synthesized with the
pictures and words.
Video is more spontaneous than perhaps any other light
medium. It is truly instant photography. Even Polaroid re-
quires a few seconds between the moment of recording an image
and the time it is seen. Video images can be seen in the
instant of recording. Playback is immediate and any inadequa-
cies can be corrected on the spot.
Video is also more flexible relative to film because the
video tape is reusable. Even the lowest budget can accommo-
date a degree of improvisation and experimentation when one is
5not going to be throwing away expensive film and processing if
the improvisation does not work out. One can dispense with
rehearsals entirely, keeping the camera rolling during the
process of working up to a scene where the creative interaction
between the actors is often the most interesting. This is es-
pecially true when working with amateur actors.
And finally video provides a full-format preview and re-
view at the editing stage of the production. Video editing
facilities give the editor a real-time preview of the edit he
is planning, and once his edits are made he views the ongoing
work on a video monitor which is the same format which will be
used for exhibition.
CHAPTER II
STATEMENT OF THE PROBLEM AND METHOD
OF INVESTIGATION
Having adopted video as our narrative tool and having
been drawn to the dramatic potential of the medium, we have
created a forty minute video play called The Untidy Story of
Goldie Showers from a script which we co-authored in the
spring of 1979.
The videotape was made on amateur equipment consisting of
a simple recorder and black and white camera. Lighting and
camera support were assorted still-camera accessories and the
sound was recorded with studio microphones and mixer. Nothing
in the setup was intended for video-play production on loca-
tion.
We designed the style of the production to accomodate the
shortcomings of the equipment available but we have pursued
images to the limit of the equipment and not allowed the
unavailability of sophisticated technology to dictate the
scope of the project.
The resulting production may be, technically, poor compe-
tition for commercial videotape productions but we believe it
can not be accused of being simple or unambitious.
A video play is a complex entity made with the collabora-
tion of a number of people contributing skills in a number of
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7specialties. The producing, writing, directing, camera work,
video editing, acting, and sound are derived from the talents
of diverse individuals but must focus on a single theme or set
of themes if the work is to be successful.
With that in mind we have discussed The Untiey Story in
terms of its diversity and determined where and how integra-
tion has been accomplished as well as discovered why it has
not been achieved when it has not.
We have reviewed the work and identified its principle
theme. The analysis which follows will discuss the cinematic
elements of each major scene and their relationship to that
theme.
The recurring element of The Untidy Story is the conflict
between the title character's expectations and the reality in
which she plays them out. The theme, however, is not disap-
pointment or despair as the lack of realization of Goldie's
expectations does not bring her into a reflective state of
mind. She, in fact, seems at times not to notice that she has
been disappointed. The images that she has constructed for
herself operate as full-blown realities at points during the
play. Since Goldie does not respond to her surroundings in an
objective fashion her subjective self-deception becomes the
overall theme of the play.
The work has been broken down into its major scenes and
we have discussed in the analysis the following sections:
81. The Opening and Goldie's first Address to the Audience.
Her Interviews.
2. The Telephone Call from Chuck and Goldie's Response.
3. The Introduction to Brad and Subsequent Dinner. The
Scene in Front of the Television and Brad's Exit.
4. The Flash-Back Segments.
5. Morning and Chuck's Exit. Goldie's Telephone Call to
Brad and Her Fantasy.
6. The Confrontation With Chuck at the Front Door.
7. Traveling to the Bar and Discovery of Brad With
Another Woman. Goldie's return Home and Imagination of
Various Consequences of Her Attempted Aultery.
Where applicable the following questions were answered
about each of these sections.
1. Is the theme carried in the character's dialogue?
2. How is the two-dimensional composition used to create
a unified point of view in support of the theme?
3. Does the relationship of objects within each frame
have any significance?
4. Does camera movement and the shifting relationships
of objects in front of the camera affect the depiction of the
theme?
5. Does the temporal sequence of events reinforce the
theme?
0As we said before, the making of a video play is a complete
process of collaboration. Hundreds of possible solutions to a
multitude of problems have been presented and accepted or re-
jected for various reasons. The finished product is a result
of numerous hours of conversation, argument and compromise.
Therefore, we are presenting the descriptive analysis as
if it were a dialogue between individuals viewing the play for
the first time. In this way we hope to recreate some of the
flavor of the original collaboration and provide insight into
the creative processes.
The voices Able and Baker are not intended to represent
David Smith and Lee Murray individually. They are composite
characters through which we attempt to objectively evaluate
the result of the project as well as recount our intentions
when we were putting it together.
CHAPTER III
THE DIALOGUE
Section 1: The Opening and Goldie's First
Address to the Audience.
Her Inverview.
Able: Goldie's voice-over is first person present and
her first spoken lines are addressed directly to the camera.
This establishes a first person narrative structure which is
essential if the theme of subjectivity is to be developed.
Subjectivity will be depicted as fluctuations in Goldie's per-
ception of events. Goldie is telling the story as it unfolds
and we are given to understand the the whole of what is taking
place is Goldie's point of view.
Baker: I'm not sure that I agree that this play is told
totally from a first person standpoint, but the opening voice-
over is certainly a longstanding cinematic device that is
usually used to limit the content of the story to one charac-
ter's experience. When you hear, "Call me Ishmael," in Moby
Dick or, "Last night I dreamed I went to Manderley again," as
in the opening of Rebecca, you know that the story you are
about to be told is the experience of a single person, the
narrator.
Able: That's true as far as the history of the cinema
goes, but let me get back to my original point. Implicit in
10
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the first person narrative is the possibility that the
narrator is telling some of the story wrong. He could have
misunderstood or have been deceived or be lying. So the
possibility of error exists at every stage of a first person
narrative.
Baker: I see what you mean. Let me put a little history
with it. Hitchcock said in his published interview with
Truffaut 3 that he didn't see why we couldn't tell a lie
through a flashback, and Wells actually told the story of
Citizen Kane in flashbacks that contradict one another, lead-
ing us to conclude that all that we had seen was not true.
However, we commonly expect that the story that the narrator
relates is supposed to have literary truth and that any
departure from the facts will be marked by dreamlike elements,
the most famous of which were designed by Salvador Dali for
Hitchcock's Spellbound.
And there is a reason for maintaining the conventional
hard distinction between facts and lies. If we were to estab-
lish, as you suggest, a radical first person standpoint then
there would be no way to interpret scenes which appear to
occur outside of the narrator's perspective. In fact, we
would have no ground from which to interpret any of the story
since anything would be possible and anything could stand for
anything else. No character would ever speak for himself. He
would always be depicted through a distorted interpretation.
3 Francois Truffaut, Hitchcock (New York, 1967), p. 139.
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No observation could be distinguished from a dream or a wish,
and no one class of event could take precedence over any
other.
The possibility of error presupposes the existence of
objective (third person) fact against which the narrator's
opinions can be measured. One can't depict fantasy unless he
first established that which is going to stand for reality.
Able: I think that you have forgotten in all of that
that this is a movie. It's all an invention in the first
place. The cinematic conventions of so-called realism can be
accepted when they are useful or rejected in favor of something
that better serves the storyteller's needs.
Let me turn aside for a moment. When I say "narrator" I
mean a character in the story. When I say "storyteller," I
am referring to the person who made up the story, the author.
Now back to the point.
Even within the radical first person narrative the logic
on noncontradiction applies. In fact it is the principle
mechanism through which subjectivity is depicted. It's a
simple matter that when two depictions contradict one another
we assume that both cannot be true and that one (or both) is
fantasy, misconception, etc. The logic of noncontradiction
plus the other universal objectivity of space and time is
enough to provide a foundation for interpretation.
Baker: That universal objectivity provides enough struc-
ture for us to conclude that we are human and still functioning
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in the common universe, but it doesn't give us anything par-
ticular to latch on to when we are trying to tell what's going
on in the story. To say that a story exists and therefore
must have some objective elements is stretching the notion of
objectivity a bit too far. In regard to the theme of subject-
ivity which we are supposed to be discussing, I still say that
if nothing is supposed to be real then subjectivity doesn't
have any significance.
Able: All right, I'll agree. The potential for chaos is
certainly present when anyone rejects the conventions of
realism. These conventions must be replaced by other stabi-
lizing concerns. The storyteller (we'll presume) wants to
make sense. He will want to give us enough coherence that we
can feel the shifts in prespective and catch on to the fact
that this is a first person narrative. His aesthetic taste
will cause him to want to balance the experience and come to a
point rather than spew images around at random.
And concerning the irritation that you seem to feel
regarding any potential ambiguity, I think that you should be
able to stand it.
Suppose there are scenes that seem to occur outside of
the narrator's perspecive. You could assume that the person
of the story has shifted from first to third and that you are
now party to events parallel to the narrator's story. But you
could just as well assume that the first person structure is
intact and that apparent third person events are representa-
tions of the narrator's imaginings.
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You could see it either way but it doesn't make any
difference as long as the movie as a whole hangs together.
Can you go along with that?
Baker: Up to a point.
Able: Maybe we could talk about the first spoken line
where the dubbing is wildly out of sync with the picture. I
think that treatment of the line establishes the ultimate
parity of the audio track. In the early days of sound film,
theoreticians, especially Eisenstein,4 wrote very convinc-
ingly of the potential power of audio and video counterpoint,
but in subsequent commercial film the audio track has con-
sisted of the actor's apoken lines and music and effects in
support of the pictures.
Here the way the spoken line runs counter to the pictures
breaks the essential hold which lip sync sound traditionally
has had on the sound track and sets up the possibility of a
sound experience that is the equal of the pictures.
Baker: What you say is perhaps true, but it's a bit too
much formalist analysis for me and is also off the subject.
How the sound track is used has nothing to do with the subject
of subjectivity. But since you brought it up I have mixed
feelings about that particular segment. It seems that it may
not be a radical enough departure from what one expects a
dubbing job to sound like to make the point that you have
4 Sergei Eisenstein, Film Form (New York, 1949), p. 258.
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stated. There are segments later that are more appropriate
examples of your observation.
I prefer to focus on the content of the line. It
follows a mild criticism of Chuck with the information that
Goldie "would never dream" of cheating on him. No one had
suggested that she would. She is confusing her own desires
with some imagined accusation by the camera. That gives us
some insight into the workings of her mind and is on the
theme of self-deception.
Able: What do you think of the vignette of Chuck drying
the dish and then breaking an egg? What is that supposed to
be about?
Baker: It's a subjective cut-away, a scene inserted to
depict something in Goldie's mind. This is the only instance
in the play where a subjective segment is clearly marked with
a conventional dream symbol. I'm talking about the hazy
border. The device of cutting away to a character's thoughts
is a very old element of the language of the movies. It was
invented by D.W. Griffith.
It's obvious that that scene is supposed to be someone's
thought, but as to what it means, I don't have a guess.
Able: Neither do I.
Baker: Did you notice that the girl in the magazine
advertisement on the kitchen counter is the actress who plays
Gold ie?
Able: No, I didn't notice that.
16
Baker: I think that means that Goldie identifies her-
self with the characters in the magazine and is deriving part
of her delusion from that identification. That is particu-
larly true in the following segment where the interview with
Goldie is intercut with segments dominated by the cover of
the magazine. Those pictures are also of the same woman.
Able: I didn't notice that either.
Section 2: The Telephone Call from Chuck
and Goldie's Response.
Baker: The phone rings, and the immediate picture is a
strongly contrasting image divided vertically. The dark side
and the light side could represent the duality of Goldie's
feelings.
Able: It could and it is followed by a looming chicken
picture which doesn't seem to be a typical kitchen knick-
knack. The chicken could be understood as subjective
imagery. It echoes the chicken story in the interview and
might be a Freudian transference of sexual frustration to the
chicken object.
The low camera angle makes the chicken appear to domi-
nate the image of Goldie at the botton of the frame and could
indicate that she is similarly dominated by her passions.
That could be taking the interpretation a little too
far.
Baker: A little?
Chuck's conversation over the phone is our first real
introduction to him (we saw him drop an egg earlier). He
17
reveals an ordinariness which I anticipate will be the condi-
tion against which Goldie's imagination is played.
Able: Yes. Chuck's dialogue here and in other parts of
the play is sprinkled with references to auto parts which
emphasizes his immersion in his job and his way of life.
Baker: Chuck's conversation, to me, seems less like a
characterization than a somewhat stylized representation of
Goldie's attitude toward him. In her mind he's nothing but
dull conversation about a dull job. Later in the play
there's indicaiton that he might be otherwise.
Able: That's true. She doesn't seem to hear what he's
saying at all until she catches on to "Brad Brown." That
sets up the following segments where Chuck remains in his
parts world while Goldie slips into a reverie about dreams of
Brad.
The picture's focus is on a detail of Goldie twisting
the telephone cord which is an objective reference to inner
tension.
Baker: That twisting tension is in contrast to the
dreamy voice-over which again indicates some duality in
Goldie's feelings.
After she hangs up Goldie sits back down and there is
some obvious dream-like imagery as the picture slides in and
out of focus while the camera swoops out through the window.
Able: The flow of the camera undulates like the flight
of a bird. The image of flight is another typical dream
element.
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Goldie keeps saying it couldn't be the same Brad Brown.
She's deceiving herself. Suddenly she realizes it and jumps
up.
Now she says she's fixing things for Chuck but we know
that it's Brad she has in mind.
Baker: I suppose you think that the slow pan over the
clutter in the kitchen represents Goldie's fractured state of
mind?
Able: It could.
Section 3: The Introduction to Brad and Subsequent Dinner.
The Scene in Front of the Television
and Brad's Exit.
Able: The chaos in the bathroom shifts abruptly to a
serene stroll down an exceptionally long hallway. The
silhouette, the pause in front of the window and then slow
gait as she approaches the camera all contribute to a very
artsy aside which doesn't seem to create the mounting tension
that I was led to expect. What if it is "the" Brad Brown
that has come home with her husband? I would have preferred
a scene with a little more anxiety and more in tune with the
action.
Baker: I disagree. The slowness of that scene illus-
trates her hesitation and a gathering of composure which is
consistent with our common experience of that situation.
Then when she gets to the front door, "It is Brad," she
says, and we see a cut to the name "Brad" on someone's shirt.
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Chuck begins to introduce him and then there is a longer shot
of the character which doesn't seem to fit with the other
pictures.
Able: That's another subjective cut-away illustrating
what Goldie is thinking.
Baker: Right. Goldie sees Brad with his attention
riveted on her. Then we see him looking around and he
doesn't seem to have noticed her at all.
Able: Neither response is believable. In one shot he
ignores Chuck and stares at Goldie. In the other he doesn't
even pay her the courtesy of saying hello. Chuck says, "Do
you want a beer?" and he wanders off into the den without
even speaking to her. Again we could call that first person
story telling. Two events are presented. Both cannot be
true and neither contains obvious objective elements.
Baker: Brad's interaction with Chuck and his acceptance
of the beer is more likely the true account. It's more con-
tinuous with the rest of the story.
Able: Yes. More likely.
Baker: The two gentlemen pass in front of the camera
which then zooms in on Goldie standing alone at the front
door. That shot isolates her from her husband and Brad. The
partially diffused image seen through the glass adds to the
effect.
Able: Goldie remains isolated throughout the meal. She
is seen sitting between the two men but apart from their
20
conversation or she moves between them and drops those things
and then retreats.
Baker: I think the overall way that this segment is put
together supports the theme more than any particular composi-
tion.
Able: You mean that it is fragmented?
Baker: Yes. Goldie is depicted in conversation with
Chuck on the content of the meal which is obviously a misrep-
resentation and interacting with Brad but these events are
chopped together in a random manner that doesn't allow us to
see any of it as coherent reality.
Able: We can, however, see it as fragments of realism
interspersed with fragments of blatant fantasy. The parts
where Brad is seen in formal dinner attire or the parts fro-
zen in tableaus are in Goldie's imagination. Brad is again
giving his undivided attention to Goldie while his conversa-
tion with Chuck continues on the sound track or the characters
are arranged so that Goldie and Brad are grouped together to
the exclusion of Chuck. This is obviously Goldie's desire.
Baker: The continuing conversation between Brad and
Chuck isolates Goldie and creates a condition for subjective
dreaming. To Brad and Chuck there is nothing unusual going on
while Goldie is constructing an affair with Brad in her mind.
Able: That is especially apparent at the end of the
section when the camera is in close on her eyes as she recites
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what appears to be an item from the personals column of a
magazine.
Baker: The scene then abruptly shifts to in front of a
television set. The symmetry of portions of the dinner scene
follows through into the television sequence. Goldie is
seated between the two men. She inclines one way, then the
other. Ambiguity is maintained in the pictures and the
action.
Goldie tries to establish contact with Brad and he
doesn't gather what she is talking about.
When Brad rises to leave Goldie remains isolated at the
bottom of the frame while the two men's torsos say goodbye.
Able: That is a strange composition. The strangeness
of it appears significant but I'm not sure how.
Baker: That composition may merely be another way in
which things are shown to be somewhat out of kilter.
Able: That it is just "somewhat" out of kilter may be
what is bothering me. If the play is about a woman's self-
deception it should be very obvious. Things should be severely
out of order and not just a little peculiar here and a little
odd there.
Baker: That misses the point of the play. It's not a
story about wild misapprehensions and dramatic and consequen-
tial misunderstandings. It is a quotidian tale of an ordinary
woman in ordinary circumstances who is having some trouble
sorting things out. She simply gets some things wrong. If she
22
got everything wrong she would be a lunatic and lunacy is not
the subject of the play.
When we get to the end of the scene where Goldie sees
Brad to the door, she turns to the camera twice and delivers
contradictory opinions of what has just taken place. That
double tracking by Goldie and the problems which result
depicts the theme of subjective self-deception.
Section 4: The Flashback Segments.
Baker: First person narration here is present in con-
ventional flashback subjectivity. The camera lingers on
someone who starts to tell a story, and the story is completed
in a dramatized scene. We know by convention that these
scenes are supposed to represent something that someone is
thinking.
Able: The temporal sequence jumps from one time to
another and one place to another but with the logic of some-
one who is making a point. It's definitely tracking along
someone's rational thought patterns.
Baker: It's not entirely rational. Toward the end of
the section the shots dart in and out in a dreamlike manner.
Able: Right. Goldie appears to be looking through a
magazine which is a tie back to an earlier line that says,
"all that crap she reads." Her reading material and the
contradiction between the romance in the magazine and the
absence of excitement in her life could, as we said before,
be the source of her confusion.
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Baker: I would hardly call advertisement for masterba-
tory devices romantic but that type of literature is a source
of fantasy as far as it goes. So your point's well taken.
With the introduction of the magazine the narrative takes on
a more fantastic flavor.
Able: The flashback to the shoe store is an account of
how Goldie met Brad, but we don't see his face. We are left
with the possibility that the Brad Brown who came home with
Chuck is not who Goldie thinks he is...
Baker: Especially when that scene is correlated with
Brad's earlier failure to recognize her.
The unusual composition of this scene conceals the man's
face and also creates overtones of mystery and eroticism.
Able: Yes. Overall, the darkness of these compositions
is mysterious and adds a mood of foreboding. You could call
it subjective composition.
Baker: I have reservations about your calling this
"subjective composition." It may be a contradiction in
terms. Composition is the abstract arrangement of objects on
a two-dimensional surface. The character of the picture may
be dark or idiosyncratic reflecting an individual's state of
mind but the composition is the surface quality of the image
independent of the meaning. Composition is the objective
aspect of the picture and can never rightly be said to be
subjective. When we say that the composition is contributing
to the theme of subjective self-deception we shouldn't be
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saying that it is, itself, subjective but that it is provid-
ing the framework within which subjectivity is depicted.
Section 5: Morning and Chuck's Exit. Goldie's
Telephone Call to Brad and Her Fantasy.
Able: In the morning Goldie says she wants to talk to
Chuck but he doesn't listen. The camera remains on Goldie
while Chuck moves in and out of the frame. He doesn't
respond to Goldie. He just interferes with the pictures of
her.
Baker: The two characters are occupying the same space
but are not in contact. This isolates Goldie and, as we
discussed earlier, that's a condition under which one tends
to indulge in fantasy.
Able: The interview with Chuck adds another contradic-
tory element. He tells the story of Biff and the chickens
from a different perspective.
These interviews introduce a purely cinematic element to
the play. They are not part of the dramatization. They are
on-camera interviews with the characters which directly give
us insight into their thoughts and attitudes.
Baker: You remember that earlier I said I didn't be-
lieve that this play was a first person narrative in totality?
These interviews illustrate my point.
Brad's character stays roughly consistent throughout the
interviews. We think that this is objective truth or at
least more reliable information than we are getting from Goldie.
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Chuck's interviews reiterate the dramatic segments and
support, rather than contradict, Goldie's view of his charac-
ter.
Both tend to tell us things about the two characters
that are not part of Goldie's experience, and in the case of
Brad we learn something about him which is born out at the
end of the play.
Able: I see what you mean, but in the scene on the
telephone where there is intercutting of Brad's reactions to
Goldie's attempted "chit-chat," the temporal relationship of
those images (Goldie's casual deception contrasted with
Brad's callousness) sets up a consistent dissonance.
Baker: Yes, but it's dissonance between fact and fancy,
not between equal lies or misunderstandings.
I suppose you could maintain that the interviews repre-
sent Goldie' s subconscious dread of an affair with Brad, but
that's not evident in her behavior and would, I believe, be
stretching the point beyond its limits.
Able: I'll have to agree.
The sequence of still photographs is, of course, pure
fantasy. It jumps competely out of space and time and shows
Brad and Goldie in the most conventionalized dreamy behavior.
Baker: That scene is first person narrative at it's
most obvious.
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Section 6: The Confrontation with Chuck
at the Front Door.
Able: I suppose the most mentionable aspect of this
scene is Goldie's complete lack of appropriate response to
Chuck's romantic mood. Her reactions are to an imaginary
situation that she has been building throughout the day.
She is unable to deal with anything outside her narrow
frame of reference. She even acts threatened by Chuck's
gentleness. His actions feed her overreaction. The more he
tries to be romantic the more hostile she becomes.
Baker: I don't think Chuck's behavior is any more
realistic than Goldie's. He doesn't acknowledge the
peculiarity of Goldie's behavior. Again objectivity is
floundering. He follows straight through with his intentions
with singlemindedness equal to hers.
Goldie's peaceful, self-assured fantasy collides vio-
lently with Chuck, and then the two of them run side by side
for a moment on two discordant tracks.
Able: Chuck's typical male chivalry plays off of
Goldie's fantasy. His behavior would fit her imagination
perfectly if he were someone other than himself.
Baker: The composition and camera movement reinforce
Goldie's imaginary argument. With the camera low and moving
from Goldie's point of view, the romantic flowers and wine
become hostile weapons which are pushed threateningly into
her face.
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The camera itself shifts around and periodically becomes
one of the objects being forced on her.
The whole composition is close-up, agitated, and very
much a depiction of Goldie's state of mind.
Section 7: Traveling to the Bar and Discovery of Brad
with Another Woman. Goldie's Return Home and
Imagination of Various Consequences of
Her Attempted Adultery.
Able: The camera follows Goldie to the bar and then
looks around with her as she looks for Brad. Objects shift
across the frame as the camera maneuvers around. Some disor-
ientation occurs when cuts are made from one person in the
bar to another in a roughly similar position. The scene
represents the confusion that one experiences when he presses
into a strange crowd.
Baker: The cutting of the sequence is the purest moving
picture experience in the play. Since the segment has no
dialogue the editor didn't have to base his decisions on
spoken lines or other conditions peripheral to the pictures.
He could cut to make the sequence of pictures flow smoothly
from one to another and create an almost seamless visual
event.
Able: The woman that is discovered with Brad at the bar
recurs several times earlier in the scene and is also with
Chuck in one of the four endings. I can't help thinking of
her as Goldie's universal advocate, a generalized other woman.
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Baker: She could even represent Goldie's conscience.
She intercedes just as Goldie is about to fall into an adul-
terous affair and then punishes her by appropriating her
husband.
Brad and this woman sit in a closed relationship with
their backs to Goldie. She tries to push between them but
fails and falls back. Almost immediately this same woman is
seen at home with Goldie's husband.
Able: Goldie is imagining that the woman is with Chuck.
Baker: Yes. I think the play is contrasting an objec-
tive experience in the bar with a pure subjective experience
at the very end.
In the bar Goldie experiences her relationship to Brad
as it might really be. At that point he becomes just another
guy with whom she is trying to make contact and failing. He
is no longer subject to manipulation by her imagination but
engages her on his own terms.
The play, having brought Goldie into collision with that
hard reality, comes completely unhinged and drifts to a very
vague conclusion.
Perhaps I should say "ending" rather that "conclusion"
since the play doesn't conclude in the sense of settling any-
thing. It merely stops.
Able: True, The Untidy Story does have a very untidy
ending. There is no clue as to what is really happening.
It's as if we were dropped into Goldie's mind. We see four
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events involving the same principle characters in the same
place and, we presume, at the same time.
Goldie is driving in the rain (these pictures lace the
narrative back to the beginning) and several scenes pop in
showing Goldie coming in the front door and confronting
Chuck. We can asume that Goldie is imagining what might have
happened to Chuck while she was out.
Baker: Your explanation of the ending is clear but I
don't think that you derived it entirely from what is present
in the video tape. One could get that meaning only by acute
attention to the nuances of what you have been calling first
person narrative. If one isn't thoroughly prepared for the
arbitrary juxtaposition of events purely in Goldie's imagina-
tion he doesn't gain insight into Goldie's thought processes;
he just becomes confused.
Able: Goldie is confused and the play depicts her dis-
orientation. It doesn't tighten up at the end; it does just
the opposite. Like consciousness itself the play has no
clear beginning or definite end. It flows irregularly and
doesn't come to a summation.
Baker: That is one description of mental activity among
others. Be careful not to confuse disorientation with
consciousness. In addition to a fluid, free associating
consciousness there is also the tidy side to the mind which
seeks and habitually finds order, simplicity, and meaning.
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One doesn't depict boredom by boring the audience.
Neither should he depict confusion by confusing the audience.
The play has to show that Goldie is confused but leave the
audience's sense of balance intact. Otherwise the audience
has the impression that it's the video tape producer rather
than Goldie who doesn't know what's going on.
Able: The thriller commonly depicts fear by frightening
the audience and making it fear for the safety of the protag-
onist. Why shouldn't the audience share the protagonist's
boredom, anxiety or confusion?
By definition boredom is anathema to entertainment ori-
ented video and a confused audience is a bored audience. The
Untidy Story is set up like a commercial movie with characters,
a story, etc. and may evoke the same set of expectations.
However, the play has a fundamental orientation that
differs radically from entertainment. It does not attempt to
show a woman in a certain state of mind, the consequences and
the follow-through to a redeeming or cathartic resolution.
It attempts, rather, to depict the state of mind itself,
and like the main character, it spits and starts and folds back
on itself. It tries real hard and still ends up right back
where it began.
Any coherence, unity or entertainment has to be found in
the individual episodes since the overall structure of the
play is as loose and inconsequential as it must be to be
consistent with the theme of subjective self-deception.
CHAPTER III
CONCLUSION
The characters' dialogue reveals that the means of depict-
ing subjectivity is concentrated in the elements of narration
which lend themselves to the presentation of contradicitons.
Where the characters' dialogue is contrasted with what they are
doing or where one action is contrasted in temporal sequence
with another, a dissonance is established which creates the
overall impression that the events cannot be taken at face
value.
On the other hand, we have discovered that there may in
fact be no such thing as subjective composition. Composition
is the objective relationship of two-dimensional elements to
one another and to the picture frame and is, in itself, not a
means of depicting the theme of subjective self-deception.
The third and forth questions concerning the relationships
of objects to one another and their changes in relation to
camera movement are likewise less effective in depicting sub-
jectivity since they show events taking place in a single
objective space and time. It is only when the objective
elements are placed in contrasting relationships to other
compositions that they can be interpreted as subjective.
A narrative like The Untidy Story of Goldie Showers is
complicated and its interpretation is, in many ways, over-
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determined in the Freudian sense. At any point in the story
some symbolic interpretation could be attributed to the
events on the screen. One has to be careful not to allow his
imagination to invent significant meaning where there is only
an accumulation of light and shadow.
But overall, based on the analysis, I believe that The
Untidy Story does depict the theme of subjective self-
deception in a way that is legible within the general context
of representational movies. The bold contradictions, fluid
structure, and first person present voice-over are sufficient
indications that the story is being told from some indivi-
dual's point of view.
The analysis does, however, reveal some difficulty with
the specifics of just what a subjective story is supposed to
be and how it is to be presented.
As Baker notes in the dialogue, some degree of prepara-
tion may be necessary for the general audience to avoid being
lost in the multiple shifts in characterization. That is a
severe criticism, and though it is answered in the dialogue,
it is important enough to deserve continued consideration in
our future work.
Any artwork's need for theoretical support or published
insight into the artist's intention is a serious problem.
Sufficient clues as to how a work is to be understood should
be designed into the art and not added on through another
medium. The art should stand on its own and not need its
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mother along to explain and defend it. Still, no piece of work
can be expected to appeal to everyone, and any art is likely
to be misunderstood precisely in proportion to the degree of
exploration it manifests. The balance between accessibility
and exploration must be delicately struck.
The question of what is being represented when we say we
are depicting "subjectivity" is even more complicated.
Early in this century the surrealists defined in theory
a program for overcoming an arbitrary division of mind from
body. However, in practice surrealistic imagery tended to be
predominantly dreamlike and conventionally "subjective."
This kind of subjectivity is commonly understood as the state
peculiar to an individual, and is contrasted with objectivity
which is the experience of independently existing external
fact. Within this radical subject-object distinction it is
very easy to identify subjectivity with fantasy and objecti-
vity with truth.
However, any truth that is known is present in a per-
ceiving, interpreting and communicating individual (subject)
and any individual's experience is an experience of something
presenting itself as other-than-the-perceiving-subject (object).
Even dreams are not made up of the pure transparent stuff
of subjectivity but are experienced as dense external objects.
It is only upon awakening and comparing dreams with the more
coherent waking experience that we call dreams "unreal."
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A thought can be considered the exclusive propety of the
self, but it is not perceived as constructed from the self but
as emerging from the thought's own source and governed by its
own objective reality. We look for thoughts in the same
sense that we look for books on a shelf. Sometimes they
appear where we expect them. At other times they seem lost
entirely or turn up in some unexpected place.
The brief point is that subjectivity and objectivity
cannot be radically distinguished in any thorough description
of reality. What we mean when we say that we are creating a
subjective narrative is that we are leaning away from con-
ventional "realism" and toward depiction of the subject's
constitutive role in the creation of reality.
Our challenge at this point is to take this sketch of a
program and turn it into concrete work.
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